
































































































As	 Lightning	 Flashes	 and	 As	 Water	 Quenches	 are	 companion	 pieces	 for	






























































































work	at	UT.	 I	 thus	considered	writing	an	opera	 for	children	 inspired	by	my	Greek	
family	heritage.		
However,	in	the	midst	of	this	process,	The	Boulder	Symphony	Orchestra	(BSO)	
conducted	by	Devin	Patrick	Hughes,	 appointed	me	 as	Composer-in-Residence	 and	
commissioned	me	to	write	a	work	for	them	to	be	performed	in	April	2017.	The	timing	




works	 by	 young,	 lesser-known	 composers.	 I	 discovered	 this	 firsthand	 after	
completing	 my	 first	 work	 for	 orchestra	 in	 2012.	 The	 experience	 was	 extremely	
disenchanting.	After	six	months	of	diligent	work	the	orchestra	at	 the	University	of	
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Sky	 Bridge	 (2014)	 and	Water	Bridge	 (2015)	 for	 two	 bass	 clarinets	 and	 prepared,	
amplified	piano	are	a	set	of	pieces	inspired	by	architectural	bridges.	The	challenge	I	













sounds.	 For	 example,	 in	 As	Water	 Quenches	 I	 open	 the	 piece	 with	 bowed	 crystal	
glasses	and	a	very	high	and	virtuosic	celesta	part.	The	two	blend	together	to	sound	






Bringing	 in	 the	 Boat	 (2014)	 and	 Building	 Bones	 (2016),	 written	 for	 percussion	
ensemble,	greatly	improved	the	creativity	and	skill	with	which	I	approach	percussion	
writing.		
I	 did	 not	 undergo	 the	 sense	 of	 being	 overwhelmed	 while	 composing	 and	




studies	 at	 UT	 served	 to	 develop	 my	 competence	 and	 creativity	 in	 the	 skill	 of	
orchestration.	
1.3	Practical	Considerations	
The	 Boulder	 Symphony	 gave	 me	 a	 specific	 instrumentation	 for	 their	
commission.	On	a	practical	level,	this	was	limiting.	Two	instruments	I	hoped	to	use	
were	 bass	 clarinet	 and	 alto	 flute,	 neither	 of	 which	 was	 available	 for	 the	 April	
performance.	Also,	the	timpani	owned	by	the	orchestra	were	in	poor	condition	and	
had	a	smaller	usable	range	than	standard	drums.	Thus,	I	had	to	devise	work-arounds.	







Another	 important	 practical	 consideration	was	 how	 to	 print	 the	 score	 and	










or	 her	 own	 part	 at	 their	 convenience.	 Several	 section	 leaders	 contacted	me	 with	
















orient	 the	 players	 in	 which	 the	metronome	 played	 throughout	 while	 I	 spoke	 the	


































In	 As	 Lighting	 Flashes,	 the	 ending	 features	 rapid	 upward	 gestures	 in	 the	 treble	
instruments	of	the	orchestra,	but	the	underlying	melody	evolves	slowly	as	does	the	
harmony.	The	ear	is	naturally	drawn	to	the	slow	melody	and	so	gives	the	work	a	slow	
feel.	 In	 As	 Water	 Quenches	 I	 experimented	 with	 creating	 vague	 watery	 gestures	























I	 began	 the	 composition	 process	 for	As	 Lightning	 and	As	Water	by	making	
detailed	graphic	charts.	These	charts	detail	harmonic	structure,	dynamic	and	registral	
narrative,	 rhythmic	 and	melodic	motives,	 etc.	 The	 graphic	 plan	 was	 the	 first	 and	
possibly	 the	most	 important	 step	 in	 the	 planning	 process	 for	As	 Lightning	and	As	
Water.	It	was	the	anchor	I	returned	to	any	time	I	began	to	feel	disoriented	during	the	
















The	 challenge	 of	 planning	 the	 registral	 narrative	 was	 similar	 in	 both	
compositions.	The	orchestra	covers	a	vast	range,	and	so	it	is	extremely	important	to	













After	 creating	 a	 graphic	 representation	 of	 each	 piece,	 the	 next	 step	 in	 the	
process	was	short	scoring.	The	short	score	is	a	simplified	version	of	the	composition	
limited	to	three	staves,	making	it	possible	to	focus	on	structure,	pacing,	harmony,	and	
register	before	beginning	 to	orchestrate.	During	 the	short	score	stage,	 I	also	make	
notes	 about	 instrumentation	and	other	 thoughts	 as	 they	occur	 to	me.	While	 short	
scoring	As	Lightning	and	As	Water,	I	constantly	suppressed	the	desire	to	expand	the	









Solomon,	 I	 have	used	 a	 similar	 compositional	 process	 and	have	 even	 included	 the	
unsung	text	in	the	score	to	help	the	instrumentalist	shape	the	phrase.	I	considered	
the	 same	 approach	with	As	 Lightning	and	As	Water,	but	 in	 the	 end	 I	 chose	not	 to	
include	the	text	in	the	score.	However,	when	editing	the	final	version	of	each	piece,	I	








Franciscan	 from	 the	13th	 century.2	The	 tune	 is	 an	essential	 feature	of	 the	 requiem	
mass	and	has	been	used	by	many	composers	throughout	the	19th	and	20th	centuries.	
It	 evokes	 an	 image	 of	 fear	 and	 of	 final	 judgment–	 the	 day	when	 God	will	 correct	
injustice	and	confront	evil.	
I	 contemplated	how	 I	 could	write	 a	 piece	 that	was	 related	 to	 this	 ominous	











As	 Lightning	 Flashes	 refers	 to	 a	 description	 of	 Christ’s	 return	 in	 the	 New	









will	 do	 the	 same.	He	will	 bring	 to	 light	 the	beautiful	 and	 the	 terrible.	He	will	 end	
suffering	and	expose	corruption.	He	will	reconcile	the	broken	and	heal	the	hurting.	I	
found	these	images	extremely	compelling,	both	musically	and	philosophically.	In	this	
piece	 I	 attempt	 to	 express	 in	 orchestral	 color	 the	 anticipation,	 beauty,	 and	
unsurpassed	peace	I	imagine	at	the	arrival	of	Christ’s	appearance	on	earth.		




















image	of	 lighting.	And	so	 this	 text	became	 the	 inspiration	 for	 the	 second	piece,	As	
Water	Quenches.		
Water	comes	in	many	guises:	as	roaring	torrents	or	still	pools;	as	cascading	




at	varying	rates	and	 levels	of	 intensity.	 I	use	combinations	of	 instruments	 to	color	
watery	 textures	 such	 as	 abruptly	 changing	 currents,	 gentle	 reservoirs,	 and	 falling	





orchestra.	 For	 example,	 a	 high	 sustained	 melody	 accompanied	 by	 fragmented	
rhythmic	motives	in	short	articulation.	Wet	and	dry	will	be	discussed	further	in	Part	























brass	 section	 has	 a	 very	 slow	 melody	 (Figure	 2.1),	 much	 like	 a	 cantus	 firmus,5	









function,	as	did	many	such	historical	 tunes	used.	The	 final	reason	the	 term	can	be	
justly	applied,	 is	 that	 I	 composed	 the	melody	with	a	 fragment	of	 scriptural	 text	 in	
mind,	 another	 traditional	 approach	 employed	 by	monks	 and	 composers	 of	 cantus	
firmi.	The	section	continues	 to	expand	 to	 the	 first	 tutti	climaxing	 in	m.	113	with	a	
heavy	 triplet	melody	 in	brass,	 low	woodwinds,	and	 timpani,	accompanied	by	even	
more	ferocious	string	passages	now	expanded	to	viola	and	cello,	as	well	as	violins.	In	
m.	 116,	 all	 the	 treble	 instruments	 play	 chromatic,	 cadenza-like	 passages	 in	 their	




























first	 moment	 in	 the	 piece	 that	 features	 chromaticism	 in	 the	melody.	 The	melody	
descends	in	range	and	is	taken	up	by	bassoons,	violas,	and	cellos.	The	altered	pitches–	
F-natural,	 G-natural,	 E-flat,	 and	 A-flat–	 create	 a	 darker,	 more	 ominous	 harmonic	
sound.	The	melodic	contour	beginning	in	m.	30,	is	similar	to	the	opening,	making	it	a	
lower,	 slightly	 distorted	 melodic	 relative	 to	 the	 opening	 motivic	 elements.	 The	
dissonance	adds	instability	and	unrest	to	the	sound.	Punctuated	pitches	in	the	low	
brass,	also	featuring	chromatic	pitches,	 further	 illustrate	the	shadow	aspect	of	this	
moment.	 Chromatic	pitches	were	 also	 chosen	 intuitively	 to	 create	 contrast,	 depict	
shadow,	and	to	give	the	listener	rest	from	the	diatonic,	consonant	material	up	to	that	




































implement	 than	 I	 anticipated.	 I	was	 inclined	 to	use	much	of	 the	orchestra’s	 range	
throughout	the	composition	causing	the	full	sound	of	the	orchestra	to	be	monotonous.	
In	 response	 to	 this	 realization,	 I	 purposefully	 orchestrated	 sections	 where	
instruments	were	grouped	 into	 the	same	register	so	 that	more	expanded	registral	
moments	would	sound	fresh.	This	occurs	recognizably	in	several	places.	Figure	2.4a	
shows	one	example	of	closely	orchestrated	writing.	The	strings	and	harp	are	grouped	
































only	 certain	notes	or	bits	of	 the	high	passages	emerged	clearly	out	of	 the	 texture,	
while	the	low	and	mid-range	instruments	dominated	the	collective	sound.	The	ending	
is	 less	 buoyant	 than	 I	 first	 imagined,	 and	 yet	 contains	 the	 finality	 and	 excitement	
necessary	to	persuasively	end	the	work.	The	moment	of	the	initial	registral	plan	that	
is	 realized	 most	 successfully	 is	 high	 point	 of	 As	 Lightning	 (Figure	 2.6),	 which	






Light	 and	 shadow	 is	 the	 primary	 philosophical	 contrast	 I	 envisioned	while	
composing	As	 Lightning.	 I	 imagined	 a	 landscape	 at	 night	where	 nothing	 is	 clearly	
visible.	A	flash	of	lightning	illuminates	everything	for	a	moment-	like	a	spotlight	on	
the	world,	which	 is	 quickly	 removed.	 I	 imagine	 there	 is	 tension	 and	unease	when	
everything	is	black,	and	musically	these	are	the	shadowy	moments,	moments	where	




register,	 is	 also	 a	 shadow	 section	 because	 it	 is	 highly	 chromatic	 and	 unsettling.	
Sections	D	and	E	are	examples	of	triumphantly	light	moments	(m.	56-79),	which	are	
rhythmically	 active,	 harmonically	 bright,	 and	 have	 a	 forward,	 sweeping	 motion.	




















compose	the	tune.	The	culmination	of	 that	melody	occurs	only	 in	the	 final	section,	


















The	 other	 section-type	 is	 the	 “additive	 water”	 type.	 There	 are	 three	 such	
segments,	all	of	which	begin	with	a	single	instrument	or	a	small	group	of	instruments	
and	 build,	 one	 layer	 at	 a	 time,	 to	 include	 the	 entire	 or	 most	 of	 the	 ensemble.	 I	
approached	 each	 of	 these	 sections	 differently	 from	 an	 orchestral	 standpoint,	 but	
structurally	all	three	start	small	with	a	few	instruments	and	build	to	include	the	full	
orchestra	in	a	mass	of	overlapping	textures.	Figure	3.3	shows	a	simplified	version	of	









the	harp,	and	solo	violins.	The	second,	 from	m.	268-284,	 follows	 the	 final	additive	





Similar	 to	As	 Lightning,	 the	 pitch	 language	 in	As	Water	 is	 primarily	modal,	
though	 I	 experimented	 with	 voices	 in	 different	 modes	 concurrently	 to	 show	
independence.	The	opening	“well”	melody,	from	m.	1	to	19,	in	B-flat	clarinet,	celesta,	
and	 bowed	 crystal	 glasses	 is	 essentially	 in	 E	 major.	 The	 initial	 “additive	 water”	
section,	beginning	in	m.	20,	carries	the	opening	pitch	material	forward,	yet	wide	leaps	
and	 the	 independence	of	 voices	give	 it	 a	distinctively	pandiatonic	 sound.	The	 first	
modal	shift	occurs	at	rehearsal	letter	B,	in	m.	53,	where	the	melody	is	in	A,	but	the	dry	
textures	 in	 the	 strings	 surrounding	 it	 are	 freely	 chromatic,	 creating	 a	 sense	 of	 bi-
tonality.	However,	it	is	not	strict	bi-tonality	in	that	the	strings	are	not	in	any	mode	
precisely.	The	chromatic	pitches	were	written	with	interval	and	contour	in	mind,	in	
order	 to	 highlight	 large	 angular	 leaps;	 the	 harmony	 that	 occurs,	 therefore,	 is	
incidental.	 	 I	 used	 chromaticism	 to	 bring	 out	 the	dry/wet	 contrast,	 an	 example	 of	
which	 is	 shown	 in	 Figure	 3.5.	 The	 “dry”	 voices	 in	 the	 texture	 feature	 chromatic	
gestures	 to	 interrupt	 the	 tranquility	 of	 the	 diatonic	melody.	 Another	 section	 that	
features	a	form	of	bi-tonality	occurs	between	m.	183-237.		The	underlying	harmony	
is	made	up	of	triads	and	seventh	chords	(Figure	3.4a),	while	the	soloistic	melodies	





the	harmonic	 foundation	 for	 that	section.	These	progressions	provide	much	of	 the	































melody	 to	 carry	 without	 break	 throughout	 these	 two	 sections.	 The	 dry	 aspect	 is	
created	by	the	spiccato	strings	divided	into	many	parts,	which	enter	distinctly	seven	






















to	melt	 into	 the	 texture.	 One	moment	where	 this	 is	 especially	 apparent	 begins	 at	




and	 rhythmic	 gestures:	 horns	 in	 pulsed	 sustain,	 trumpets	 and	 violas	 in	 detached	
quarter-note	 triplets,	 clarinets	 in	 even	 eighth	 notes,	 celesta	 playing	 running	 16th	
notes,	and	so	on	(m.	87-149).	By	the	end	of	the	section	there	is	a	polyrhythmic	mass,	


























Similarly,	 As	Water	 Quenches	 has	 a	 slow	 feel.	 	 However,	 I	 approached	 the	
method	of	creating	that	feel	differently.		The	tempo	is	fairly	quick,	but	the	material	








































I	 am	 convinced	 of	 the	 importance	 descriptive	 words	 have	 in	 realizing	 the	
character	 of	 various	 musical	 elements,	 such	 as	 dynamics	 and	 articulation.	 For	
example,	a	piano	marking	in	the	score	tells	a	musician	to	play	quietly.	However,	quiet	






In	As	Lightning	Flashes,	 each	 rehearsal	mark	 is	accompanied	by	descriptive	
text,	 which	 is	 included	 in	 each	 player’s	 individual	 part.	 Figure	 4.6	 shows	 the	
descriptive	 text	 for	 each	 section.	 I	 used	 the	 same	 words,	 “serene,	 expansive”,	 to	
characterize	sections	G	and	J	in	order	to	capture	a	similar	tone	in	both.	Descriptions	
do	 not	 necessarily	 point	 to	 a	 stark	 change	 in	 the	 sound.	 For	 example,	 the	 initial	

















combine	 instruments	 to	 create	 an	 interesting	 sound-world.	This	occurs	notably	 in	
several	places	throughout	the	collective	score.	
In	Section	B	of	As	Water	Quenches,	the	solo	oboe	melody	is	doubled	by	chimes.	
The	 chimes	 part	 re-articulates	 sustained	 notes	 intermittently,	 but	 is	 otherwise	 a	
nearly	 exact	 doubling.	 The	 chimes	 provide	 an	 unfocused,	 reverberant	 sound	 that	
takes	the	edge	off	the	oboe’s	otherwise	sharp,	pinched	sound.	
Rehearsal	 letter	I	of	As	Lightning	Flashes	provides	another	example	of	color	
combination.	 The	 sustained	 notes	 in	 the	 expressive	 violin	 solo	 are	 accented	 by	
plucked	 harp	 and	 sustained	 by	 vibraphone	 played	 with	 a	 bass	 bow.	 The	 added	
vibraphone	 and	 harp	 add	 color	 the	 sustain	 of	 the	 violin	 (Figure	 4.8).	 The	 harp	







The	 combination	 of	 celesta	 and	 bowed	 crystal	 glasses	 has	 already	 been	
mentioned	(see	Figure	4.4).	 In	 that	combination	 I	attempted	 to	add	activity	 to	 the	
sustain.	I	think	of	the	celesta	part	as	a	gentle	motor	driving	the	sustain	forward.	I	find	
percussion	 instruments	 are	 especially	 suited	 to	 color	 combinations.	 There	 are	
hundreds	of	instruments	in	the	percussion	family	to	choose	from.		In	many	cases	these	
instruments	are	less	easy	for	listeners	to	recognize	than	the	established	instruments	


















contemporary	music	 that	 exhibits	 creative	 and	 effective	 brass	 writing,	 as	 well	 as	
consult	 skilled	 brass	 players	 about	 extended	 techniques	 and	 to	 hear	 them	 play	






seek	 out	 further	 opportunities	 to	 collaborate	 with	 amateur	 and	 community	
orchestras.	 I	 hope	 to	 continue	 to	 foster	 a	 good	 relationship	 with	 the	 Boulder	
	 45	
Symphony	orchestra.	The	positive	reception	I	received	from	the	orchestra’s	board,	
the	 audience,	 and	 the	 orchestral	 players	makes	 it	 likely	 that	 they	will	 perform	As	
Water	 Quenches	 during	 the	 2018	 season.	We	 are	 already	 in	 discussion	 about	 the	
possibility.	 I	 am	 thankful	 for	 the	 opportunity	 they	 gave	me	 to	write	 for	 orchestra	
knowing	that	it	will	better	prepare	me	the	next	project.	
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Appendix	A:	As	Lightning	Flashes	Score	
	 	
	 47	
	
	 	
	 48	
	
	 49	
	
	 	
	 50	
	
	 	
	 51	
	
	 	
	 52	
	
	 	
	 53	
	
	 54	
	
	 	
	 55	
	
	 	
	 56	
	
	 	
	 57	
	
	 	
	 58	
	
	 	
	 59	
	
	 	
	 60	
	
	 	
	 61	
	
	 	
	 62	
	
	 	
	 63	
	
	 	
	 64	
	
	 	
	 65	
	
	 	
	 66	
	
	 	
	 67	
	
	 	
	 68	
	
	 	
	 69	
	
	 	
	 70	
	
	 	
	 71	
	
	 	
	 72	
	
	 	
	 73	
	
	 	
	 74	
	
	 	
	 75	
	
	 	
	 76	
	
	 	
	 77	
	
	 	
	 78	
	
	 	
	 79	
	
	 	
	 80	
	
	 	
	 81	
	
	 	
	 82	
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